For just short of two years, Nelson's Ship in a Bottle was actively engaged in a visual dialogue with a 19 th -century monumental sculpture of Lord Horatio Nelson that towers over the square, and, through this dialogue, Shonibare's sculpture challenged the dominant nationalist discourse celebrating British imperialism. It is quite clear, even at first glance, that Nelson's Ship in a Bottle served effectively as a sitespecific work by complicating the normative whiteness of Trafalgar Square, a location associated with power.1 Oriented toward this site, the sculpture commanded viewers to reevaluate the historical memory of Britain's imperialist past in the context of a multicultural metropolis. In an era when those passing through a city's public spaces tend to dismiss as irrelevant or simply ignore monumental public art on a plinth, Shonibare was successful in using Nelson's Ship in a Bottle to engage in a complex reflection on the meaning of Trafalgar Square that took into consideration the ways that diverse audiences would read the work given the historical context of its location.
After its temporary installation in Trafalgar Square, however, the sculpture was relocated to a new, permanent home outside the Royal Maritime Museum in Greenwich, a site that the artist had not foreseen at the time of the sculpture's creation. What, we must ask, happens when a site-specific sculpture is removed from its intended location and placed permanently in a new space? Certainly, the specific meaning that developed in relation to Trafalgar Square was lost upon relocation. Yet, as Renée Green explored in the 1993 work World Tour, the meaning of public sculpture is always potentially fluid, shifting in relation to installation sites, and thus receptive to new readings over the course of time (Kwon 52).
Public sculpture is open to continuous reinterpretation, and this case study demonstrates that when the work was redeployed at the National Maritime Museum, curatorial and artistic interventions continued to activate Nelson's Ship, allowing for equally significant readings to emerge. A framework for understanding Nelson's Ship in a Bottle in these two contexts comes from Stuart Hall's destabilization of fixed meaning and cultural identity with the assertion that "meaning is never finished or completed, but keeps on moving to encompass other, additional, or supplementary meanings" (Hall 26). Focusing on Shonibare's Nelson's Ship, this research considers the interrelationship of site-oriented art and place, allowing for fluidity in meaning as the sculpture is reoriented and reinterpreted in the context of its permanent position at the National Maritime Museum.
Nelson and HMS Victory: From Monumental to Miniature
The 1805 Battle of Trafalgar, led by Admiral Horatio Nelson, was a decisive moment in Britain's history. The British Royal Navy faced the joint forces of the French and Spanish during the Napoleonic Wars, and victory at Trafalgar established Britain's supremacy at sea, largely unchallenged until World War II. Great Britain's rise as a power at sea fueled the British Empire's colonial expansion, and, according to the conventional narrative, this made Nelson a foundational character in the story of Britain's imperial dominance.
The desire to memorialize Horatio Nelson began almost immediately after his death in the aftermath of the Battle of Trafalgar, October 21 st , 1805, and, in a general sense, monuments glorifying Nelson's individual accomplishments may be read not only as a celebration of Nelson himself, but also, by extension, as a celebration of British maritime dominance and the emergence of a culture of imperialism. The earliest monuments dedicated to Nelson represented this concept of dominance at sea in a non-figurative manner. Architect David Hamilton's Nelson Monument at Glasgow Green, Glasgow, Scotland, an obelisk installed just one year after Nelson's death, did not include an image of Nelson, but rather incorporated names and dates of his most famous battles. The Nelson Monument in Edinburgh, constructed between 1807-1816, took the form of a tower, and the 1809 monument in Montreala column was also non-figurative. Richard Westmacott's bronze sculpture of Nelson in Birmingham, installed on a marble plinth in 1809, was an early figurative representation in monumental form. In this work, Nelson stands in his military uniform, cape flowing in the wind, a miniaturised (at least in relation to the figure of Nelson) version of the HMS Victory. Similar works, whether columns or figurative statues are found throughout Great Britain, and they are also more widely distributed through the British Empire where they also stand as symbolic indicators of imperial might. These include Richard Westmacott's figurative sculpture in Bridgetown, Barbados (erected in 1813), and, more recently, a 2005 sculpture designed by John Doubleday and installed outside of Trafalgar Cemetery in Gibraltar.
Artistic engagement with the legacy of Nelson has happened not only on the monumental scale and in public spaces, however, but also through the tradition of model shipbuilding, the HMS Victory being a perennially popular subject since the nineteenth century. Traditions of building miniature models of ships are both ancient and global. Model ships have been used for religious purposes, as in ancient Egyptian tombs and Medieval Christian churches. Creating model ships has also served as a way to commemorate ships of historical significance, and to advertise the work of a shipwright; and, of course, beautifully crafted models have been admired as works of art in and of themselves (Lavery 9, (10) (11) (12) (13) (14) (15) (16) .
The practice of building model ships amongst amateur hobbyists gained popularity in the 19 th century, following the Napoleonic wars and during the growth of imperialism (Lavery 142) , and models of the HMS Victory have always been especially popular. Since most ships are not preserved after their usefulness has expired, model ships are recognized as important historical sources, and accuracy and detail are therefore highly valued (Lavery 17) .
Whereas fine quality model ships were frequently made by highly trained professional model-builders, ships in bottles were almost always created by amateurs, and most often the artists were probably men who had experience at sea but little to no formal artistic training. The practice of building miniature ships in bottles was popularised in the late 19 th century, at which time inexpensive, clear, glass bottles became widely available (Stammers 93). While scale models were prized amongst collectors and scholars, ships in bottles had a more popular appeal and were usually sold or traded in pubs (Stammers 94 Kent et al.) .
The printed textiles used to construct the sails in Nelson's Ship in a Bottle have a transcultural history that is masked by the fact that these textiles are strongly identified with Africa today. Additionally, the history of the textiles is tied up in the European quest for political, social, and economic domination during the colonial era. As the history of wax cloth is often recounted, Dutch traders originally experimented with the mechanised production of resist-dyed textiles with the intention of selling them to the Indonesian market in the nineteenth century. This attempt to displace control of textile production in Indonesia was not successful, as the patterns were considered to be substandard, resulting in their rejection. However, traders found a market for the textiles in Africa's Gold Coast, and patterns were developed and adapted to meet local tastes (Hobbs; Gott; Picton) .
Shonibare initially began working with cloth purchased at Brixton Market, keenly aware of its meaning in relation to the complex global circulation of imagery and cultural hybridity and harnessing its ability to complicate our understanding of colonial history and contemporary identity. The use of wax cloth is familiar from Shonibare's early work, in which he stretched the cloth like a canvas and used it as a ground for his paintings. As he discovered the fabric's potential as a sculptural medium, he began reconstructing famous European paintings in three dimensions using headless mannequins clothed in wax cloth. The Swing A second defining characteristic of Shonibare's work is his inclination to probe at the construction of identity through site-specific works and engagement with history, often using humour and viewed through a revisionist lens, leading viewers to challenge conventional knowledge and examine unexplored histories. Installations in museum period rooms and historic houses such as Party Time: Re-image America at the Newark Museum's historic Ballentine House in 2009, for example, derived meaning from the history of its installation site. A 2016-2017 installation at the Royal Academy in London, RA Family Album, involved wrapping the exterior façade of Burlington House with 160 photographs representing the institution's 240-year history, topped with a rendition of a melting textile, necessitating that the viewer become deeply engaged with the legacy of an institution and its space in order to read the work's critical perspective. Both of these pieces demonstrated that creative installations with site-specific meanings and the critique of institutional structures from within is another defining signature of Shonibare's work, and certainly that was made evident in his installation of Nelson's Ship on the Fourth Plinth of Trafalgar Square.
Nelson's Ship in a Bottle and Trafalgar Square's Fourth Plinth
The Fourth Plinth is located in the northwest corner of Trafalgar Square, a key site for articulating military might and global domination in London. Shonibare's work shifts the conventional interpretation of the Battle of Trafalgar. With Nelson's Ship in a Bottle, Shonibare conceptualises the Battle of Trafalgar as a moment when present-day notions of multiculturalism emerged. The ship's crew, in fact, was diverse in terms of nationality as well as race and ethnicity, and one might argue that this decisive victory was dependent on the contributions of not just one man, but of many diverse bodies. David Olusoga noted that the crew at the Battle of Trafalgar included eighteen men who were identified as being born in African and a hundred and twenty-three who were born in the West Indies, likely of African descent (Olusoga 20) . A member of the crew of African descent is memorialised on one of the relief scenes at the base of Nelson's Column in Trafalgar Square.
This issue was certainly on Shonibare's mind. As he explained in an interview with Hannah Duguid in June 2008, at which time the work was still in progress:
I was thinking about the history of Nelson and Trafalgar. That battle gave Britain control over the seas and with that they were able to build the Empire. I thought about contemporary Britain, multicultural Britain, and how we now have this very diverse society and how it is a result of Empire. The history of Trafalgar does have a relationship with current society. Using African textiles for the sails is a way of celebrating the multiculturalism of Britain today, celebrating it under the banner of a national hero. (Shonibare qtd. in Duguid 12) Even for a contemporary visitor who is not familiar with or not inclined to critique the history of the Napoleonic Wars and the rise of British Imperialism, the site still projects established ideas of authority and power as it was conceived in the 19 th century when the concept and design for Trafalgar Square emerged. John Nash lead the early charge to design a public space and plans to create a space with a monumental presence in the city evolved under William Wilkins. The present-day square, designed by Charles Barry, was opened to the public in 1844, featuring as its centerpiece the sculpture of Admiral Horatio Nelson on top of a Corinthian column, the entire work reaching a height of 169'3" . The 18'1" standing figure Horatio Nelson was sculpted by E. H. Baily based on designs by architect William Railton. Bronze relief sculptures on the pedestals depict famous battle scenes, including Nelson's death at the Battle of Trafalgar, a scene that includes a seaman of African descent at Nelson's side at the moment of his death. The idea for the sculpture emerged in 1839, and Railton's design was the winner of a public competition in that year. Support for Nelson's legacy was high at that moment in time, and the sculpture ultimately came to fruition through public subscriptions financing the work (Ward-Jackson 98-113).
Barry's original plans for the square did not include Nelson's column; Barry, in fact, also only originally designed two plinths on the north side of the square. However, within two decades, monumental portrait sculptures were situated at three of the four corners of the square. These include military generals Henry Havelock (installed 1861) and Charles James Napier (installed 1855) on the southern plinths and George IV on horseback on the northeast plinth (installed in 1844, and part of Barry's original plan). A planned equestrian sculpture of King William IV (reigned 1830-1837) on the northwest plinth was never completed due to a lack of funding, and so what is now known as the Fourth Plinth remained empty.
Although certainly less recognisable than Nelson, both Napier (1782-1853) and Havelock (1795-1857) are associated with British imperial campaigns. Napier most infamously served as Commander-in-Chief in India during the capture of Sindh (1843) and Havelock's legacy focuses on his role in the recapture of Kanpur during the Indian Rebellion of 1857. While both men were celebrated military leaders in the nineteenth century, their legacy is certainly contested today. In 2000, Ken Livingstone, then Mayor of London, called for the removal of the sculptures of Havelock and Napier, although this was not because of their contentious actions, but rather because of their obscurity. Livingstone stated:
I think that the people on the plinths in the main square in our capital city should be identifiable to the generality of the population. I have not a clue who two of the generals there are or what they did...I imagine that not one person in 10,000 going through Trafalgar Square knows any details about the lives of those two generals. It might be that it is time to look at moving them and having figures on those plinths that ordinary Londoners would know. (Livingstone quoted in Kelso) Mayor Livingstone was not alone in his desire for public sculpture in Trafalgar Square that would address contemporary audiences, and his comment is indicative of a tendency to disengage and dismiss sculptures placed on plinths as irrelevant to contemporary concerns. Just prior to Livingstone's statement about the plinths, in 1999 the Royal Society of Arts (RSA) had initiated the Fourth Plinth Project in order to infuse this vibrant urban space with contemporary art that would speak to modern concerns and issues. After the program had been initiated, the square was remodelled beginning in 2001, and since 2005 the project has been led by the Mayor of London's Culture Team, working under the guidance of the Fourth Plinth Commissioning Group (Malvern 131, (138) (139) . At various points in time, there has been a discussion of the possibility of creating a traditional memorial, celebrating the contributions of one individual, represented in a "heroic" manner using traditionally valued materials. Another possibility was to create a counter-memorial that could stand as a critique of the historical legacy of imperialism celebrated in the square . Ultimately, the idea of creating a commemorative work was rejected, and the concept of a rotating display of works by contemporary artists was embraced as an approach that has great potential to activate public interest (Vasconcellos and Perry 15).
Shonibare's Ship in a Bottle was the fourth sculpture installed since the project came under the authority of the Mayor of the City of London's office. Other Fourth Plinth artists such as Mark Wallinger, Rachel Whiteread, Marc Quinn, Thomas Schutte, and Antony Gormley have used the opportunity to create a critique of the power structures that are traditionally celebrated and reinforced in public spaces, Trafalgar Square most prominently. Many of the works, and David Shrigley's more recent Really Good (2016) also falls in this category, are purposefully ambiguous and use humour to engage audiences. This openness to multiple readings, I would argue, makes these works successful as public art in a context in which viewers have grown accustomed to ignoring art on plinths.
Nelson's Ship in a Bottle is a 1:30 scale reproduction of the ship with its 37 sails set as they were at the Battle of Trafalgar. In keeping with the tradition of model shipbuilding, Shonibare maintained precision in the detailed rendering of the ship, the brightly coloured sails being the most radical departure from the original. Rather than create a free-standing model, Shonibare made the decision to situate his ship within a transparent, fibreglass bottle. The ship appears to float on an artificial ocean inside the bottle, and the bottle, in turn, is situated on its own wooden pedestal as if on display, corked and sealed with the artist's signature in "wax."
Ultimately the work communicates with viewers because of Shonibare's playful but also serious engagement with opposing signifiers. The factory-printed cloth used to render the ship's sails functions not only as a stand-in for African identity in the diaspora but also as a reference to complicated trade networks in the 20 th and 21 st centuries. This, then, is juxtaposed with Nelson's HMS Victory, a signifier of British naval prowess and with it the age of colonialism and the resulting movement of not only goods but also people that makes possible a 21 st -century multicultural metropolis. In addition, the ship in a bottle, typically received as small-scale popular art and the work a hobbyist, is contrasted with monumental sculpture in the space dedicated to epic history. That the hobby of constructing model ships inside of bottles was popularised in the second half of the nineteenth century, at the height of British naval power and colonial activity, and around the time that Trafalgar Square was conceived and constructed, certainly strengthens the power of Shonibare's contrast. In relation to the scale of Nelson's column (169 feet tall), the monumental ship in a bottle (18 feet high) is perfectly proportioned-the ratio of ship to Nelson (on the column) is 1:8, about the equivalent of an average-sized person next to a ship in a bottle that is a little over a half a foot high. In this way, Nelson atop his column is forced into a relationship with the ship. While supersized, Shonibare's Ship is still miniaturised in relation to the monumentally enlarged presence of Nelson himself. The viewer may then also consider how Nelson himself is "inflated," or supersized through monumental sculpture.
Nelson's Ship in a Botte at the National Maritime Museum
In spite of the emphasis on site-specificity, works situated on the Fourth Plinth are always intended to be temporary. In 2011, towards the completion of the sculpture's tenure on the Fourth Plinth of Trafalgar Square, the National Maritime Museum in Greenwich working in conjunction with Art Fund (a non-governmental, non-profit organization) launched a fundraising campaign to transfer ownership of the work to the National Maritime Museum, allowing it to remain on public view (Art Fund). As is always the case, the Fourth Plinth commission pays for the production costs for the sculpture, but the commission does not actually pay to acquire the work. Thus, a public campaign took place in order to support the purchase of the sculpture for the National Maritime Museum. The campaign, echoing the original subscription campaign to raise funds to construct the sculpture of Horatio Nelson in Trafalgar Square, took a strangely nationalist tone as word got out that a wealthy Korean buyer had expressed interest in the work. This news was used to rally public support to keep the work in Britain, and the campaign reached a successful conclusion in April of 2012 (Kennedy) .
The sculpture is now located just outside the Sammy Ofer wing, the newest section of the National Maritime Museum. It is a bit too large for its space, and also appears a lower plinth than in Trafalgar Square, making it seem overly monumental for the site. In the new location, specific references to Trafalgar Square, the legacy of colonialism and trade, and the complicated spaces in which multicultural identity is negotiated were lost when the work moved from Trafalgar Square. But that said, the work now takes on new, site-specific meanings that will unravel over time. This has been quite fortuitous, as when Shonibare created Nelson's Ship he did so with the temporary installation in Trafalgar Square in mind and without knowing that the work would ultimately reside at Greenwich. The ability of the work to take on new meaning at the National Maritime Museum speaks to the successful fluidity of Shonibare's work. Greenwich has clear significance in relation to naval history that contributes to the reading of Nelson's Ship in its current location. Queen Mary II founded the naval hospital in 1692, and Nelson had convalesced there previously. His body was laid in state in the hospital's Painted Hall in 1806 before it was transported upriver to St. Paul's for his funeral and burial. Greenwich has a long history in relation to the visual arts as well. King Charles I housed many of his greatest works of art there, and Thornhill's Painted Hall made Greenwich a destination. The museum also has a significant history in relation to model ships and holds one of the world's largest collections.3
At Greenwich, located at the back side of the museum in relation to the high road, Shonibare's sculpture is most often seen casually by visitors to the park, as well as viewers visiting the museum, who presumably arrive with some interest in maritime history. From the high road, one must either walk through or around the museum to see the sculpture. If walking through the museum, it is impossible not to connect the work with models of the HMS Victory (the museum has several examples), which are among the highlights of the museum, and hundreds of other ship models that are displayed and also sold in the gift shop, which stocks an abundance of ships in bottles. Alternatively, one may walk around the museum to arrive at the sculpture. Doing so would only add an additional layer of meaning, for here one would encounter a sculpture of William IV, the king originally intended to be positioned on Trafalgar Square's Fourth Plinth, located on an axis with Nelson's Ship in a Bottle.
One might also argue that the National Maritime Museum itself functions as a memorial site dedicated to Nelson. The coat Nelson wore at the Battle of Trafalgar, the bullet-hole visible in the chest, is enshrined in the museum. J. M. W. Turner's Battle of Trafalgar (1822-24) , the artist's largest painting, is also a highlight, presenting various moments in the battle in a non-sequential format. Even Nelson's undergarments from that day are displayed. In this way, the entire museum, in a sense, functions like a shrine, a place of reverence dedicated to the memory of Nelson. In this context, Shonibare's ship in a bottle is juxtaposed with the countless objects and artworks dedicated to celebrating the memory of a national hero and in some sections of the museum, a largely celebratory consumption of imperialism, for while there are important and critical curatorial interventions in other sections of the museum, the space dedicated to Nelson remains very traditional in its approach and does little to complicate a normatively white, nationalist discourse that frames the cult of Nelson. Nelson's Ship in a Bottle, then, has the potential to expand the narrative by way of its transnational references which insert a diasporic presence interwoven in this construction of the past.
Since the late 1990s, the National Maritime Museum has been recognised for the creation of exhibitions and interventions that critique the dominant narrative. Under the directorship of Richard Ormond, curatorial interventions challenged the dominance of a single narrative celebrating great heroes and historic battles (Ezard). Most specifically, curator Nigel Rigby's redesign of the Trade and Empire gallery (opened in 1999, replaced by the Atlantic Worlds gallery in 2007) provoked controversy as a result of its unflinching investigation of the complicated narratives surrounding Britain and the transatlantic slave trade. In this context, a provocative contemporary artwork ready to engage in a complex reading of history is, in many ways, perfectly suited to this site.
In the context of a museum that contains so many excellent model ships and ships in bottles, the piece risks being read not as monumental sculpture engaged with public space, but as what it appears to be at first sight-simply a big ship in a bottle. The museum's press releases, in fact, celebrate the work for being the "largest ship in a bottle in the world." As such, it risks disappointing its audience, for the key prized elements of an excellent ship in a bottle are 1) accuracy and detail when working in miniature and 2) the trick of fitting a ship in a bottle. When blown up to a 1:30 scale, the skill required to make such a model seems less astounding. Although Shonibare joked in interviews that he would not give away his trick to fitting the ship in the bottle, the secret is, in fact, already revealed: not only is there a visible seam showing how the bottle was pieced together, and the mouth of the bottle is clearly large enough to allow one to climb inside to work on the construction of the piece.
Since Ultimately, when positioned on the Fourth Plinth, it was impossible not to make something the contrasting signifiers that shape our reading of Nelson's Ship in a Bottle. Standing in Trafalgar Square, one can gaze through the bottle to see the monumental Lord Nelson. The experience of Trafalgar Square is so dominated by traditional memorial sculpture (dedicated to Anglo, conventionally heroic men), that it is, in fact, difficult to find a way to view the Fourth Plinth without also including such traditional sculptures in the line of sight. Thus, in Trafalgar Square, Nelson's Ship must be read as a challenge to the space dedicated to "serious" history-read as bronze and marble-and a critique of the mythologising of imperial history. This is site-specific monumental sculpture at its best. But let us keep in mind that the temporary rather than permanent nature of the Fourth Plinth installation allows for engagement with the space that is bold, humorous, confrontational and fun all at once. Now its permanent home at the National Maritime Museum its impact is less immediate, but it has the opportunity to grow and build layers of meaning, perhaps guiding its audience to consume the legacy of Lord Nelson with a more critical eye. In fact, the sculpture ultimately works so perfectly at its current site in Greenwich; it is hard to imagine that Shonibare did not originally have this installation in mind. Drawing meaning from the site, Shonibare's Nelson's Ship in a Bottle blows a hole in the dominant narrative centred on the legacy of Nelson as the solitary hero who ushered in an age of global domination. Playful and fun, the work quite seriously creates space for diasporic history not simply for the sake of celebrating multi-culturalism, but also in order to challenge received and seemingly fixed versions of history. Shonibare's Nelson's Ship in a Bottle proposes a reading of the past (and present) that is more complex and complicated than that conveyed through traditional celebrations of heroism, successfully expanding the boundaries of what traditional monumental sculpture can accomplish.
